In China, there remains a chasm between the image of the Anthropocene and how it is imagined. That disconnection manifests critically in contemporary Chinese art, the diversity of which reflects various directions in the Chinese environmental imagination. This paper examines the work of Cai Guo-Qiang, Yao Lu, Yang Yongliang, and Chen Qi. In the first part of the paper, I argue that the grammar of Chinese environmental art and art criticism in the work and reception of Cai Guo-Qiang's Falling Back to Earth series and The Ninth Wave are epistemically inundated with rigid binaries between humans and their environment. Cai's celebrated status within the international art market cannot be ignored, particularly when considering its "depoliticization, professionalization, [and] commercialization" as a system of circulating commodities. I then discuss Yang Yongliang's inventive video installation Phantom Landscape, which captures the destructive outcome of environmental managerialism in the form of a classical Chinese landscape painting. Phantom Landscape dispels simple assessments of selecting a single Chinese orientation towards nature to be historically true. Instead, acknowledging the futility of settling on a final state of the environment or society, the viewer must turn their attention to the rift Localities, Vol. 7, 2017, pp. 75-114 http://dx.doi.org/10. 15299/local.2017.11.7.75 Mengyao Liu 76 between aesthetic or cultural intentions and material construction of society. In contrast, Yao Lu's photomanipulated series, New Landscapes, is more ambiguous. Through image fabrication, Yao Lu reinvents garbage as a symbol of civilizational excess into a natural phenomenon. He indeed mimics the shanshui style, but ultimately underscores the need for new artistic approaches in this era beyond aesthetic appreciation for nature. Finally, Chen Qi's work insists upon returning to the political functions of art, placing emphasis on the physical act of making woodcuts and the implications of selecting such a medium. Inherent in the mobilization of woodcut imagery in the present moment is a glimpse of ecological futurity that bends rigid notions of geologic and human separation within an artistic and public sphere.
Introduction
Reading non-Western cultural production into poststructural ecosophical paradigms, ecocriticism in China emerges as "being different from but simultaneously being a part of that from which one is different" 1 in that it must reconcile a distinctly Chinese ecological context with the irreducibly transnational concept of the Anthropocene. 2 Drawing from Daoist texts that emphasize harmony between humankind and nature, Chinese ecocritical scholars reframe the problematic of environment crisis as requiring an "eco-ontological aesthetic" intervention. 3 In the rush to globalize and modernize, Chinese society has accelerated the processes that facilitate environmental degradation throughout the course of the twentieth century. For decades now, such large-scale efforts have resulted in unlivable conditions for some of China's most marginalized populations and rendered vast expanses of land unable to sustain any type of life. Though governmental investment in renewable energy
technology and species conservation demonstrate a comparatively heightened sense of environmental consciousness compared to the past, Chinese ecocriticism calls for a entirely different set of understandings on which to build a Chinese ecological politics in the Anthropocene.
This ecocritical medium originates not in laws or scientific findings, but in literature, art, and other forms of media. Their focus on aesthetics, then, serves as a productive starting point for approaching China's environment.
To that end, this paper examines four contemporary visual artists whose work engages with, complicates, and reinvents the relationship between humankind and the environment in China. the Anthropocene refers to the geologic age in which anthropogenic activity has altered the climatic and environmental makeup of the earth on a planetary scale. Common indications of this new geologic epoch include human-induced species extinction, pollution, and climate change. Though the official scientific validity of a new geologic era remains contested, it has been a fast-growing topic in a number of academic fields. 3 These ideas have a great deal of potential to alter the way that humans see and understand the diffuse locomotion of the Anthropocene.
I. From Geopolitical to Ecocritical Visions
Environmental impacts are notoriously difficult to see firsthand, as they occur over such a long stretch of time and affect differently across geographic areas. As Nicholas Mirzoeff details, the manner by which humankind visualizes the Anthropocene determines our day-to-day perceptions of the environment. 9 In the status quo, the rhetoric of crisis and disaster pervades those perceptions, generating a tunnel vision that revolves around the demand for remedies: alternative energy, carbon taxes, UNESCO heritage sites, and the like. By introducing a more emotional attachment through awe or through despair, on the other hand,
Cai compels viewers to reorient their approach to thinking about the environment and consider more critically the larger forces at work that piece together an image.
It is worth mentioning that these pieces are the most internationally recognized and, arguably, the most universally comprehensible version of a Chinese eco-aesthetic. While Cai draws from Chinese mythological imagery in his choice of animals, the logic of these works resembles the visual lingua franca of the polar bear on ice in that it is premised on existing attachments to human-led environmental stewardship. The focal point of the image may be the animals, but the onus of subjecthood rests on the human viewers whose resulting culpability may compel them to take up environmentalist causes. This is further compounded by the fact that in another one of the installations that made up Falling Back to Earth, viewers were encouraged to submit ideas for how to use the wood of a suspended 31-meter-long gumtree after the exhibition. 10 Indeed, the pressure to act immediately and justifiably in the environmental thinking of the present even pervades its aesthetic dimensions. In addition, Cai's celebrated status within the international art market cannot be ignored, particularly when considering its "depoliticization, professionalization,
[and] commercialization" 11 as a system of art circulation. What does it mean for an eco-aesthetic to be renowned on the international stage if that platform ultimately functions, to a significant extent, as the cultural apparatus of neoliberal globalization? The realities of the Anthropocene demand not only ecocritical thought outside of accustomed frameworks, but also unconventional standards for evaluating art. As the traditional lute music fades after the first minute or so of the video, the sounds of car horns and wheezing motors grow audible. In the final moment, an airplane glides in and out of the frame. Even the mechanism by which one might attempt to physically exit this "manmade utopia" is ultimately its product. Refracting the Daoist doctrine of being in accordance with the flow of nature through the optic of urbanization, Yang's piece underscores the argument that it is not the willpower of individual humans that determines environmental changes, but rather the larger and subsuming man-made processes, ever in perpetual motion. 
III. Geosocial Formations in Yang Yongliang's Phantom Landscape

IV. Illusion and Materiality in Yao Lu's Ancient Springtime Fey
Figure 4. Yao's Ancient Springtime Fey. Orthodox significations of the divide between the natural and unnatural often rely on observations made at first glance: one assumes 19 The 2006 documentary Manufactured Landscapes that examines the lives of factory workers in China also touches upon themes of man-made systems that have become all encompassing in their dictation of human lives, rather than being shaped by the choices of individuals. As Sheldon H. Lu describes in the introduction to Chinese Ecocinema, "Critics, artists, and cultural workers find their tools utterly inadequate to map out this monstrous totality, let alone effect change to the vast chain of mechanisms of production in the capitalist modern world"(9). sacrifice and hardship is consistent throughout accounts of this period, especially in descriptions of the extent to which those maxims were embodied in everyday life. 33 Rather than proposing a return to that exact cultural milieu, however, the radical tranquility of the image makes a more indeterminate suggestion that positions certain aspects of socialism as possibility once again. Which is to say, that in the crafting of a Chinese ecological politics, it would be remiss to overlook China's social history of communalism and the scale at which it occurred. In the fabric of this particular eco-aesthetic, the only certain prescription is in which direction to begin: towards a far-reaching, systemic shift beyond the limitations of prevailing environmental approaches. Indeed, it is a tall order. But in the Chinese context, it is nothing new.
V. The Radical Tranquility of Chen Qi
VI. Cohering a Contemporary Chinese Eco-Aesthetic
Each of the artists above engages with notions of utopia and futurity, though all of them parse these articulations through imagery from Chinese history. Furthermore, the four ecocritical visions presented decenter humankind as the utmost environmental priority, which conventional environmentalist rhetoric still struggles to do in the face of the profit-driven pressures of global capital. It is important to note that visualizing worlds without people does not mean that these artists celebrate the eventual extinction of the human species, which has indeed become a greater possibility than ever before in the geologic terms of the There is a great deal of ecocritical media originating from China that may be read as sentimental. In fact, all of the pieces studied in the paper could be said to simply harken back to traditional thinking in one way or another. The onus, then, is on the viewer to conceptualize eco-aesthetic not as a static observation, but components of a forward-moving discussion that will materialize in ways outside of conventional environmental frameworks. Indeed, each of these four artists brings about responses that undercut reductive understandings of the environment in China as either a resource to be expended for the sake of 41 national growth or a treasured reserve to be put on a pedestal through conservation. It is the comparisons between them and the transnational ecocritical conversation that defines both their political and artistic potential. The transformations in how the viewer feels about nature when placed in contact with these images attests to their eco-aesthetic capacities.
